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praised, being notable for the fingers, which seem to sink into living flesh rather than into dead marble. 18 In addition to these two groups, fragments belonging to a third group were found nearby in a surface survey but cannot be securely connected to the theater (see Stillwell 1938, 174 rently housed in the Side Museum ( fig. 5 ).25 The torso of the hermaphrodite is preserved, as is the left arm as far as the elbow, the beginning of a leg, and a portion of the left thigh; the head and right arm are missing. A portion of the satyr's calf is attached to the hermaphrodite's abdomen. The replica from Side (ht. 40 cm, wdth. 18.4 cm, depth 17 cm) was less than half-life-sized, even smaller than those from Daphne. The theater at Side was most likely constructed in the last quarter of the second century C.E., with a period of remodeling in the Late Roman period.26 The hermaphrodite fragment was found in front of Gate C of the scaena.
Although Pliny does not

ARCHITECTURAL SETTINGS AND INTERPRETATIONS
The story of the hermaphrodite, as told by Ovid, begins when the nymph Salmakis falls in love with Hermaphroditos, the son of Hermes and Aphrodite. Salmakis plunges into a spring where he is bathing and surrounds the boy with her embrace. As she prays that they may never be parted, their bodies are fused into one, thereby creating a sexual hybrid, the hermaphrodite.27 In the Roman period, the myth was connected to the Carian city of Halikarnassos, although it is not clear how widely this story was known. A Roman bilingual inscription from Halikarnassos, found in situ on a promontory known as Salmakis, relates a version of the myth and claims it for the city, citing this as one of Halikarnassos' most noteworthy aspects.28 Vitruvius calls the spring at Halikarnassos by the name Salmakis, and notes that it carried an undeserved reputation for infecting people with lewdness and making men effeminate and unchaste.29 Although these attributes seem fitting for the hermaphrodite myth, Vitruvius claims that the superstition was connected to the pacification of barbarians in the early days of colonization.
In Greek and Roman art, the hermaphrodite is often portrayed alone and either nude, semidraped, or draped.30 When paired with another figure, the companion is usually Dionysiac: a satyr, Pan, Silenus, or Previous scholarship on the Dresden type satyr-hermaphrodite group has focused on the domestic sphere. Ridgway views "erotic groups," including the Dresden type satyr-hermaphrodite group, as most apropriate in the luxurious gardens of Roman villas.36 Smith suggests that the group belongs best in an outdoor, scenic context. He cites an example found in situ in the garden at the villa at Oplontis and a Pompeian wall painting that depict it in an open landscape.37 Indeed, the subject is well suited in many respects to the decoration of private gardens. The position of the group next to a tree-lined pool at Oplontis might even have been a deliberate reference to the Hermaphroditos myth, which takes place at a spring.38 Most of the replicas of this group are, however, of unknown or insecure provenance, and the examples from Side and Daphne are from public buildings. In addition, fragments of related sculptural groups involving a satyr and a nymph were found at two other theaters in the Greek East: at Caesarea and Neapolis in Palestine.39 The discovery of these groups Both Cicero and Lucian reveal some of the intentions behind villa decoration.40 In Cicero's letters, we find a request for statues that are gymnasiode, which would be suitable for his Academy. However, the provisions remain general and no particular statue type is stipulated. It seems that choices were made to complement the function of a space within the villa. In Lucian 's description of the house of a wealthy man, the focus is on the fame of the masterpieces that were represented in the collection of replicas in the statue gallery. Within certain limits of aesthetic propriety, the selection of statuary in a private villa may therefore be interpreted as the personal choice of an individual and a reflection of that person's tastes and preferences.41
Vitruvius notes that the principle of propriety ( decorum) applied to public spaces.42 He reports that, according to the mathematician Licymnius, the inhabitants of Alabanda were judged as unintelligent (insipientes) because of their inappropriateness (indecentia) . They set up statues of men pleading cases in the gymnasium and statues of athletes in the forum. Vitruvius claims that the inappropriate disposition of the statues brought the state as a whole into disrepute. His implication is that the subject matter of statuary must be accordant with its environment, and that poor choices would reflect badly on the state as well as the benefactor.43 The benefactor must then have been involved in decisions that led to the production and/or obtaining of the statues for a particular architectural setting.
These literary sources suggest that the principle of decorum provided guidelines for the types of art that should be displayed in various settings without prescriptions for any particular requisite works.44 Statues helped to define the space in which they were situated and, in turn, were defined by the meanings ascribed to them in that space, so that a range of associations with or aspects of a single piece of art could make the same composition appropriate in radically different settings.45 The Dresden type satyr-hermaphrodite group likely acquired different meanings, or at least different nuances, in the private and the public spheres. A focus on the context, including the architectural setting and the interests of the benefactors and viewers, urges us to treat statues as polysemic objects.
The Dresden type satyr-hermaphrodite group was represented at Daphne not only in the statues from the theater but also in two mosaic panels from the thirdcentury House of the Boat of Psyches, 200 m south of the theater.46 The mosaics show the group from two opposing viewpoints: one shows the hermaphrodite from the front, the other shows it from the back (figs. 6, 7). Theater and performance themes composed a significant part of the decoration of elite houses at Antioch and Daphne,47 but the occurrence at Daphne of satyr-hermaphrodite groups in two distinct architectural contexts and in different media is notable and raises the possibility that there was a connection between them.48 The mosaics of the House of the Boat of Psyches included other theatrical imagery, notably masks.49 The satyr-hermaphrodite group mosaics were located in the colonnaded portico (area 4), between a nymphaeum and a series of three large rooms.50 The orientation of the panel mosaics in the portico suggests that they were meant to be seen by viewers facing west as they were walking from the large rooms toward the nymphaeum. While architectural elements such as colonnades and nymphaea in third-century houses at Daphne and Antioch seem to have been designed to evoke public spaces such as colonnaded streets and public fountains,51 it stands to reason that aspects of their decorative programs also referred to the public sphere. The mosaic quotations of public In the garden at the villa at Oplontis, the viewer would be able to appreciate the element of surprise in the composition by walking around the statue and seeing it from various angles; the context there seems to invite contemplation from multiple views.63 In a theater, however, the opportunity for interaction with the statues on the pulpitum and scaenae frons was more limited.
The two principal horizontal views of the composition are a "front view" presenting the hermaphrodite's back, and a "back view" presenting its chest.64 While the hermaphrodite's genitalia are visible to some degree from both standpoints, they are only truly emphasized from an intermediary point, which Hauber has termed the "hermaphrodite view."65 In the context of the theater, where the hermaphrodite view was unlikely, the element of surprise may nevertheless have been captured through the use of pendants representing the two horizontal views. These preserved the composition's inherent sense of reversal in a two-dimensional setting, with one view emphasizing the satyr's advances and the second showing the hermaphrodite in control.66 It seems likely that the two statues from the theater at Daphne depicting the same configuration (not mirror reversals) were set up to show the front and back views, as in the mosaics from the House of the Boat of Psyches. Although evidence for only one Dresden type satyr-hermaphrodite group was found at the theater at Side, the rough finish on the back of the torso suggests that it was carved to display the back view.67 While there may originally have been a second replica presenting the front view set up in the Side theater, it is also possible that there was only one replica. The depiction of the satyr-hermaphrodite group on Roman gems and seals demonstrates that it could also be depicted singly in a two-dimensional format.68
Although it is not certain where the groups were set up in the theaters at Daphne and Side, the findspot of the Side fragment in front of one of the scaena doors suggests a location in the stage area. While the rough finish on the back of the hermaphrodite torso from Side implies its placement against a wall or in front of a niche, the two satyr fragments from Daphne are fully carved on all sides. The horizontal composition of the Dresden type satyr-hermaphrodite group is not common in theater statuary, however, and does not lend itself readily to a location in the intercolumniations or the niches of the scaenae frons. The small scale of the groups also raises the problem of their visibility and their aesthetic compatibility with the larger, vertically oriented statues that dominated the decoration of Roman theaters. The statue type with a horizontal composition that is most common in Roman theaters is the reclining or sleeping Silenus, which was usually a fountain figure.69 It is notable that the Silenoi were often displayed as pendants, and usually associated with the outer niches in the front of the pulpitum. On the basis of composition and scale, the pulpitummay be Zanker has suggested that the messages conveyed by individual statues in the scaenae frons were less important than those established through the viewing of the assemblage as a whole and the relationships between statues.72 We have seen that the impact of theater decoration lay in its capacity to be viewed all at once; some attempts at reconstructing specific and coherent "sculptural programs" in theaters have yielded convincing results.73 However, most theater assemblages contain a number of eclectic elements that are difficult to reconcile as components of a single deliberate message.74
The programmatic approach to interpreting statuary in its context presents two immediate challenges: the first relates to the archaeological record, the second relates to building chronology. First, it must be admitted that only a percentage, however large or small, of the total assemblage from the theater has been preserved and recovered through excavation, and in many cases, archaeological records are inexact about the findspots of individual statues. At Side, where the findspots in most cases are precisely recorded, only five other fragmentary statues were found in the theater excavations.75 At Daphne, more statues were recovered from the theater, but the findspots are rarely specified.76 Second, the long history of many Roman theaters argues against a unified reading of their sculptural assemblages. Stylistic criteria suggest a rather wide range of dates for the statuary recovered from many theaters, making it unlikely that they were all conceived as components of a single program. Rather, the sculptural assemblages in theaters are usually additive in nature, reflecting different phases of construction and centuries of accumulated benefactions. Although the aesthetic and conceptual interconnections between the statues displayed together on the pulpitum and scaenae frons, even if they were set up at different times, did become a decorative program, the messages of the individual statues could also be considered on their own terms.
One of the objectives in setting up a replica of the Dresden type satyr-hermaphrodite group in a Roman theater may have been to refer to art of the Greek past, at least in a general way. The mythical subject matter and ideal form were fundamentally suitable for the theater, which itself was a cultural venue derived from the Greek past and functioned as a setting for some activities that were Greek in origin. Sculpture of this sort may have served as a form of diplomacy through which a city might create a visual encomium celebrating its membership in the culture of the wider Hellenic world of the Roman empire.77 Paideia may be seen as an important driving force behind the mass production of replicas. In some cases, benefactors seem to have relied on cliches, deliberately choosing works that were familiar and immediately recognizable.78 At the same time, it seems unlikely that the ancient viewer would be expected or able to identify the replicas of most individual statues in a given setting or that the identity of the original was a significant criterion in the selection of the statue type.79 The Dresden type satyr-hermaphrodite group must have functioned in the theater on the basis of specific, albeit nuanced, meanings that were particular to that context. A Late Hellenistic marble relief depicting a hermaphrodite dancing with a mirror was found in the Theater of Dionysos in Athens, suggesting that already in the Hellenistic period, there was a point of connection between hermaphrodites and the theater.80 Perhaps the hermaphrodite's sexually ambiguous nature was seen to reflect the blurred gender identities of the stage, where costume and role-playing allowed traditional boundaries to be crossed. On the Greek stage, male actors played all parts, including those of women. The Roman pantomime, too, was a male performer, often characterized by ancient sources as effeminate, who acted all the roles in the story, both male and female.81
The Dresden type satyr-hermaphrodite group may have been specifically more appropriate for theater 72 Zanker 1994, 286. 73 At the theater at Carthage, the statuary may have symbolized the principal components of the Pythian Games established by Septimius Severus (Ros 1996, 484-89 The pairing of the hermaphrodite with a satyr emphasizes the former's sexuality and resonates with the characterization of the theater as a place of sexual license. Roman mimes could be sexually explicit.86 Valerius Maximus, for example, talks about women stripping on the stage as early as the Republican period.87 Because Roman actors were infamis, they were legally vulnerable to all forms of abuse, and the theater became a place where the body was regularly objectified.88 Cicero's defense of Gnaeus Plancius, with the notorious assertion that the alleged rape of a mimula (diminutive of female mime) should hardly be considered a crime, is a chilling reminder of the vulnerability and exploitation of those with infamia within the theatrical realm.89 The Dresden type satyr-hermaphrodite group may be construed as a visual metaphor for this form of social tension between Roman citizens and actors. The satyr, who is in the position of power, echoes the role of the male viewer. He controls the hermaphrodite, who struggles but ultimately submits to him, as an actress would be obliged to submit to a Roman citizen. As a component of a theater's decorative scheme, the satyr-hermaphrodite group was a fitting backdrop to the relationship between those on the stage and those occupying the good seats in the lower portion of the cavea and the orchestra. The sexual energy of the satyr-hermaphrodite group may also be read as a metaphor for social dynamics among the viewers in the cavea. The theater repeatedly figures in Latin love poetry as a place where men and women go to ogle and flirt. Propertius comments on his sexual attraction to women in the theater, apparently to those on the stage and those seated around him.90 His lover, Cynthia, even establishes in the terms of their make-up that he should not crane his neck to the upper tiers of the theater where the women sit.91 Ovid freely admits to the same habit of spying on the upper tiers and shares advice on how to behave around women at the theater to woo them.92 He recommends, for example, applauding in particular any mimes playing the role of a lover.93 Ovid encourages women to go the theater, which he considers a favorable place for showing oneself.94 To men, he suggests that the theater is a good place to meet women and forge all types of relationships.95 The theater, he proposes, is among the public places that pose a challenge to a woman's guardian.96 It is a place dangerous to chastity, furnishing the seeds of wantonness by offering too much opportunity.97 The Dresden type satyr-hermaphrodite group would have been well suited to the decor of the theater as portrayed by poets as a locale for romantic trysts.
Another point of connection to the theater might be found in the group's agonistic theme. Both Daphne and Side were host to agones, one of the principal activities that took place in Roman theaters in the Greek East.98 Daphne was one of the sites for the many festivals held by Antioch." Epigraphic evidence attests to the presence of members of the Guild of the Artists of
